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	 1	 2	 3	 4	 5	 6	 	 1	 2	 3	 4	 5	 6	
m.	1	 23	 63	 79	 13	 43	 32	 m.	1	 33	 55	 4	 95	 38	 44	
m.	2	 77	 54	 75	 57	 7	 47	 m.	2	 60	 46	 12	 78	 93	 76	
m.	3	 62	 2	 42	 64	 86	 84	 m.	3	 21	 88	 94	 80	 15	 34	
m.	4	 70	 53	 5	 74	 31	 20	 m.	4	 14	 39	 9	 30	 92	 19	
m.	5	 29	 41	 50	 11	 18	 22	 m.	5	 45	 65	 25	 1	 28	 17	
m.	6	 83	 37	 69	 3	 89	 49	 m.	6	 68	 6	 35	 51	 61	 10	
m.	7	 59	 71	 52	 67	 87	 56	 m.	7	 26	 91	 66	 82	 72	 27	
m.	8	 36	 90	 8	 73	 58	 48	 m.	8	 40	 81	 24	 16	 85	 96		 For	example,	to	begin	the	game	a	player	rolls	the	die.	Since	it	is	the	first	roll,	the	player	uses	the	row	marked	“m.	1”	on	the	chart.	Then,	according	to	the	result	of	their	die	roll	(a	number	1–6),	the	player	finds	the	corresponding	column	on	the	“Minuet”	side	of	the	table.	Following	the	first	row	across	until	it	intersects	with	that	column,	the	player	comes	to	a	numbered	cell.	Upon	selecting	the	matching	card,	the	player	copies	the	measure	of	music	down	onto	staff	paper.	The	same	player	rolls	the	die	once	more,	this	time	following	the	row	marked	“m.	2”	across	until	it	intersects	with	the	appropriate	column	and	then	drawing	the	indicated	card.	On	the	ninth	roll,	the	player	advances	to	the	right	half	of	the	table,	marked	“Trio.”	After	sixteen	total	rolls,	the	result	is	a	minuet	and	trio	ready	to	be	played	on	any	instrument(s)	of	the	group’s	choosing.	
	 66	
To	fully	appreciate	Kirnberger’s	dice	game,	I	will	now	“compose”	an	eight-measure	minuet.	The	full	collection	of	Kirnberger’s	nonety-six	cards,	presented	simply	as	numbered	measures,	is	provided	in	Appendix	A.	Figure	3.2	shows	my	die	rolls	along	with	their	corresponding	card	numbers	and	each	individual	measure	of	music.			Figure	3.2.	Composing	a	minuet	with	Kirnberger’s	Der	allezeit	fertige	Minuetten-	und	
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highlighting	the	important	two-against-three	choreomusical	relationship.	The	subtle	interlocking	of	the	music	and	dance,	realigning	with	two-measure	periodicity,	was	an	expected	feature	of	ballroom	minuets.		Figure	3.9.	Rameau’s	minuet	step	cycle	in	one	dance	measure.																																							v                      ^         v                   ^ 	
		A	deeper	understanding	of	the	choreography	can	further	enrich	our	appreciation	of	the	choreomusical	interactions.	The	moment	of	the	rise	(élevé)	is	considered	a	choreographic	accent	within	a	step	cycle.	Ellis	writes	that	“the	most	important	determining	agent	[for	an	accent	or	“thesis”]	is	the	presence	of	an	area	of	motion,	activity,	or	tension.”56	Wendy	Hilton	refers	to	the	act	of	shifting	to	élevé	as	the	“stressed	rise”	within	a	demi-coupé.57	When	rising	to	the	élevé	position,	the	dancer	engages	in	a	motion	that	puts	them	in	a	state	of	heightened	physiological	tension:	working	against	gravity,	they	balance	tenuously	on	the	balls	of	their	feet.	This	subtle	bodily	shift	also	expands	the	vertical	plane	of	the	dance,	drawing	onlookers’	eyes	to	that	precise	moment	and	lending	it	a	slight	visual	accent.	Thus	in	Rameau’s	step	cycle,	choreographic	accents	occur	on	the	second	beat	of	each	demi-
																																																								56	Ellis,	“The	Dances	of	J.	B.	Lully,”	44.	57	Hilton,	Dance	of	Court	&	Theater,	263.	
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At	last,	the	music	reenters:	a	pianissimo	whisper	in	the	first	violin,	followed	by	equally	hushed	entries	in	the	remaining	voices	at	m.	77.	Because	she	was	primed	to	immediately	resume	her	choreography,	Elise	engages	a	plié	immediately	upon	the	first	violin’s	reentrance	and	her	physiological	tensions	relax.	The	opening	leap	from	5ˆ	to	3ˆ	in	the	first	violin	invokes	the	trio	theme	while	also	asserting	an	unexpected	new	tonality:	the	C# on	the	downbeat	of	m.	77	single-handedly	announces	A	major.	Floyd	and	Margaret	Grave	refer	to	the	passage	as	“an	island	of	tranquility	.	.	.	relief	from	the	surrounding	gloom.”28	Yet	the	music	itself,	presented	in	Figure	5.17,	seems	uncertain	of	its	newfound	key:	the	previously	fluid	melody	has	become	halting	and	tentative,	frequently	interrupted	by	rests	and	never	growing	above	the	pianissimo	dynamic	level.	A	sixteen-measure	sentential	period	unfolds	(mm.	77–92),	ending	with	a	perfect	authentic	cadence	in	A	major.	Elise	concludes	a	step	cycle	in	coincidence	with	the	cadence,	and	with	the	pleasing	and	favorable	major	mode	closure	she	perhaps	believes	the	work	to	be	complete.		In	a	final	act	of	humorous	play,	the	music	extends	the	trio	by	one	additional	phrase:	after	a	beat	of	rest	following	the	A	major	cadence	in	m.	92,	the	first	violin	reenters	at	m.	92.3,	bringing	with	it	the	melancholic	A	minor	theme.	After	the	substantial	diversion	into	A	major,	the	plummet	back	to	the	opening	key	is	especially	accosting	and	bordering	on	absurd.	If	Elise	has	already	relaxed,	she	must	now	hurriedly	re-engage	her	mimetic	dance	participation,	slightly	behind	the	music.	Perhaps	she	too	felt	the	passage	of	mm.	77–92	to	be	an	idyllic	oasis,	a	welcome		
																																																								28	Grave	and	Grave,	String	Quartets,	92.	
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Figure	15.7.	Unexpected	key	areas,	Op.	76,	no.	3,	mm.	77–96.		
	
	reprieve	from	the	haunting	A	minor	theme.	Her	positive	response	to	the	key	change	softens	the	mental	and	physiological	tensions	caused	by	the	music’s	delay	in	mm.	75–6	(Figure	5.16);	however,	the	stubborn	return	of	the	minor	mode	clashes	against	that	positivity.	The	butting	of	emotions	against	one	another	results	in	what	Sigmund	Freud	would	term	“surplus	cathexis.”29	That	is,	the	conflicting	emotions	lead	to	an	
																																																								29	Sigmund	Freud,	Jokes	and	their	Relation	to	the	Subconscious	(1905),	trans.	James	Strachey	(New	York:	W.	W.	Norton	and	Company,	1960),	279.	
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energetic	overflow.	Indeed,	expectations	have	been	jostled	several	times	throughout	the	trio;	additionally,	both	the	implausible	delay	as	well	as	the	unexpected	final	passage	interact	with	the	choreography.	According	to	Freud,	the	excess	energy	from	these	emotional	collisions	must	be	dispelled	and	put	to	another	use.	I	posit	that	Elise,	in	the	final	moments	of	the	trio,	releases	her	extraneous	energy	in	the	form	of	laughter	and	the	effects	of	her	various	denied	expectations	finally	settle	into	equilibrium.		By	moving	beyond	instances	of	isolated	hypermetric	disturbances,	this	chapter	sought	to	highlight	the	breadth	of	humorous	devices	available	for	exploration	in	Haydn’s	Opp.	76	and	77.	Even	in	those	cases	where	the	hypermeter	remains	clear	and	normative,	stylistic	abnormalities	will	still	have	a	significant	effect	on	the	learned	minuet	dancers’	kinesthetic	engagement	with	the	music.	Furthermore,	musical	humor	devices	such	as	unexpected	delays	and	unusual	key	areas	draw	upon	the	listener’s	ingrained	expectations	of	the	genre.	The	scenarios	presented	here	are	by	no	means	exhaustive	of	the	Opp.	76	and	77	minuets;	rather,	these	specific	passages	offer	a	wide	variety	of	devices	and	thus	invite	a	multitude	of	both	musical,	dance,	and	humor	interpretations.						
	 188	
6.	Conclusions	and	Looking	Ahead	
		 The	intent	of	this	study	is	to	propose	an	analytical	model	for	identifying	and	discussing	humor	in	the	concert	minuet.	I	choose	a	specific	body	of	repertoire	from	Haydn’s	later	years	(1796–9)	in	order	to	keep	the	scope	of	the	project	focused.	Even	so,	it	is	impractical	to	include	all	of	the	instances	of	potential	humor	present	in	the	minuets	of	Opp.	76	and	77;	I	select	those	that	most	clearly	represented	the	widest	variety	of	devices	and	styles	of	presentation.	 	Identifying	potential	musical	humor	devices	necessarily	leads	to	the	need	to	explain	how,	precisely,	music	can	be	perceived	as	funny.	The	field	of	humor	theory	is	overwhelmingly	vast;	although	I	strive	to	be	representative	of	the	major	voices	in	the	discipline,	my	overview	in	Chapter	2	is	by	no	means	exhaustive.	I	outline	the	history	of	humor	philosophies	in	the	standard	tripartite	framework—Superiority	Theory,	Relief	Theory,	and	Incongruity	Theory—but	fully	recognize	that	a	topic	so	extensive	often	exists	well	beyond	such	categorical	boundaries.	Continued	exploration	of	humor	philosophy,	including	delving	into	lesser	known	philosophers	as	well	as	continuing	to	explore	the	writings	of	major	contributors,	will	no	doubt	further	understanding	of	a	complex	topic.	With	deeper	comprehension	will	undoubtedly	come	more	thoughtful	and	specific	humor	analyses,	which	can	only	enrich	our	understanding	and	appreciation	of	the	concert	minuet	genre.	Perhaps	the	most	complex	element	of	this	project	concerns	the	minuet	itself.	Recent	years	have	seen	significant	contributions	to	academic	literature	regarding	the	dance,	its	cultural	importance,	and	especially	its	choreography	and	performance	practices.	The	full	choreographic	vocabulary	of	the	dance	expands	far	beyond	what	
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is	discussed	here—dance	historians	have	gone	to	great	lengths	to	elucidate	the	intricacies	of	not	only	the	step	patterns	but	also	arm	movements,	hand	gestures,	and	facial	expressions.1	In	an	effort	to	“hear”	the	minuet	in	the	most	ubiquitous	way	possible—that	is,	to	form	an	experiential	analysis	that	would	ring	true	for	the	widest	population	of	eighteenth-century	listeners—the	suggestions	I	make	regarding	the	listening	persona’s	mimetic	participation	are	highly	generalized.	Continuing	to	cultivate	an	intimate	knowledge	of	the	ballroom	culture	and	the	minuet	dance	will	add	nuance	and	specificity	to	future	analyses.	Undoubtedly,	attempting	to	assume	the	role	of	an	eighteenth-century	dancer	and	audience	member	is	a	daunting	and	ultimately	insurmountable	task;	the	more	knowledge	we	can	acquire,	the	more	accurately	we	can	make	these	predictions.	A	broader	knowledge	base	will	thus	enhance	discussions	of	not	only	choreomusical	interactions	but	also	musical	conventions	as	dictated	by	the	ballroom	decorum.			David	Huron’s	humor	devices	were	an	instrumental	first	step	in	identifying	and	categorizing	the	specific	passages	I	chose	to	analyze.	The	vast	majority	of	the	devices	identified	in	the	Opp.	76	and	77	minuets	involve	hypermetric	disruption;	this	choice	is	not	to	diminish	the	importance	of	other	humor	devices	but	rather	to	capitalize	on	the	one	that	often	interacts	most	saliently	with	the	minuet	choreography.	Because	phrase	lengths	and	regular	cadences	are	significant	to	the	danced	minuet,	it	would	stand	to	reason	that	hypermetric	disturbances	would	
																																																								1	See	recent	work	by	Meredith	Little	and	Natalie	Jenne	(Dance	and	the	Music	of	J.S.	
Bach,	2001)	and	various	studies	by	Tilden	Russell	(“The	Minuet	According	to	Taubert,”	Dance	Research,	2006;	“The	Unconventional	Dance	Minuet:	Choreographies	of	the	Menuet	d’Exaudet,”	Acta	Musicologica,	1992).		
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interact	the	most	strongly	with	the	embodied	experience	of	an	informed	listener.	Yet	even	within	the	hypermetric	disruptions	studied,	most	minuets	maintain	two-measure	periodicity	so	as	not	to	reach	the	final	cadence	out	of	synchronization	with	the	end	of	a	step	cycle.	This	trend	suggests	an	upper	limit	to	the	amount	of	disarray	Haydn,	or	perhaps	any	Classical	composer,	would	be	comfortable	allowing	into	their	minuets.	A	larger	scope	of	repertoire	will	certainly	reveal	hypermetric	disruptions	of	varying	degrees;	special	attention	should	surely	be	given	to	cases	of	consistent	three-	and	five-measure	phrases,	as	these	would	remain	in	undulating	synchronization	with	the	two-measure	step	cycle.	An	expanded	corpus	in	conjunction	with	continued	examination	of	ballroom	minuet	conventions	will	likely	uncover	numerous	unique	analytical	readings.		One	of	the	many	analytical	decisions	I	make	is	to	approach	each	piece	from	the	perspective	of	a	first-time	hearing.	Because	of	the	da	capo	form	common	to	the	minuet	genre,	there	are	immediate	subsequent	readings	to	a	single	performance,	which	I	often	reflect	upon	in	my	analyses.	More	could	be	gleaned	from	discussions	involving	multiple	hearings	of	the	same	work.	Especially	in	those	cases	that	most	strongly	deny	genre	norms,	an	exploration	of	the	listener’s	experiential	trajectory	over	repeated	exposure	could	uncover	rich	new	details	in	regards	to	perception	and	appreciation;	as	the	listener	solves	more	and	more	of	the	choreomusical	puzzle	with	each	subsequent	hearing	the	humorous	potential	continually	develops.2		
																																																								2	I	suggest	this	much	in	the	way	that	Edward	Cone	describes	distinct	waves	of	appreciation	and	pleasure	cultivated	over	numerous	exposures	to	the	same	musical	work	(“Three	Ways	of	Reading	a	Detective	Story—Or	a	Brahms	Intermezzo,”	The	
Georgia	Review,	1977).	
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Approaching	the	music	from	the	perspective	of	a	listener’s	first	hearing	led	to	another	important	analytical	choice:	focusing	the	choreographic	content	on	one	of	the	more	basic	minuet	step	cycles	and	maintaining	that	step	cycle	throughout	each	piece.	Many	step	cycles	and	individual	dance	steps	are	referenced	in	the	dance	manuals	of	Rameau,	Taubert,	and	Tomlinson;	I	select	the	step	cycle	that	appears	most	frequently	in	the	literature.	Although	the	continuous	use	of	the	simplest	step	cycle	is	not	likely	to	be	indicative	of	what	occurred	in	the	eighteenth-century	ballroom,	it	nonetheless	presents	a	basic	default	that	a	first-time	listener	may	rely	on	to	navigate	the	music.	Further	study	delving	into	multiple	hearings	of	the	same	minuet	could	explore	varied	choreographic	interpretations,	including	movements	of	the	arms	and	hands	as	well	as	unique	combinations	of	dance	steps.	As	with	any	burgeoning	analytical	design,	the	initial	presentation	here	likely	raises	as	many	questions	as	it	does	answers.	Choosing	Haydn’s	later	and	more	inventive	minuets	allowed	me	to	utilize	both	a	composer	and	a	specific	body	of	work	that	leant	themselves	to	humor	analysis.	Reception	history	has	already	marked	Haydn	as	a	humorous	composer—from	his	own	cotemporaries	to	current	scholars.3	Expanding	the	scope	of	the	repertoire	to	both	other	works	in	Haydn’s	corpus	as	well	as	minuets	by	other	composers	would	likely	reveal	other	unique	methods	of	expressing	musical	humor.	Even	within	Opp.	76	and	77,	preliminary	trends	emerged																																																									3	For	examples	of	eighteenth-	and	nineteenth-century	reception	see	“Briefe	an	einen	Freund	über	die	Musik	in	Berlin:	zweyter	Brief	vom	25sten	October,”	Allgemeine	
musikalische	Zeitung	3,	no.	8	(Nov.	19,	1800):	130–1;	and	Johann	Karl	Friedrich	Triest,	“Bemerkung	über	die	Ausbildung	der	Tonkunst	in	Deutschland	im	achtenzehnten	Jahrhundert,”	Allgemeine	musikalische	Zeitung	3,	no.	24	(Mar.	11,	1801),	405–10.	More	current	literature	includes	works	by	Gretchen	Wheelock,	Mark	Evan	Bonds,	and	Timothy	Mastic.		
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(i.e.,	the	specific	types	of	hypermetric	devices	highlighted	in	Chapter	4);	a	deeper	look	into	Haydn’s	œuvre	may	uncover	further	inclinations,	building	a	vocabulary	of	musical	humor	unique	to	the	composer.			Adopting	and	adapting	Huron’s	humor	devices	allowed	me	to	concretize	how	to	precisely	identify	specific	instances	of	musical	humor.	Just	as	the	theories	surrounding	humor	are	constantly	evolving,	so	too	are	the	ways	to	theorize	humor	in	music.	The	categories	I	have	identified	in	this	project	are	by	no	means	absolute;	expanding	the	repertoire	base	will	potentially	lead	to	the	discovery	of	trends	worthy	of	their	own	label.	Furthermore,	deepened	understanding	of	the	minuet	dance	may	result	in	the	classification	of	various	musical	or	stylistic	elements	as	stylistically	non-normative	and	potentially	humorous.			Of	course,	the	minuet	is	not	the	only	ballroom	dance	to	enjoy	station	as	a	concert	piece.	Gavottes,	allemandes,	bourées,	sarabandes,	and	gigues	all	appear	in	both	Baroque	and	Classical	instrumental	repertoire.4	Although	these	dance	styles	did	not	possess	the	same	longevity	in	the	ballroom	as	the	minuet,	they	were	nonetheless	well-known	throughout	Western	European	culture	and	were	acknowledged	in	various	dance	treatises.	A	choreographic	and	historic	exploration	of	these	dances	would	build	the	framework	for	choreomusical	and	humor	analyses	similar	to	what	I	have	presented	here	with	the	minuet.																																																									4	Because	these	are	dances	associated	with	the	Baroque	style,	one	is	much	more	likely	to	find	them	in	the	works	of	composers	such	as	G.F.	Handel	and	J.S.	Bach.	Later	composers	often	used	the	dance	styles	as	inspiration,	most	commonly	calling	upon	rhythmic	gestures	to	inflect	a	particular	piece	or	movement.	Examples	can	be	seen	in	the	gavotte-like	influences	in	the	second	movement	of	Haydn’s	Symphony	104	(Hob.	I:104)	as	well	as	references	to	the	sarabande	rhythm	in	the	second	movement	of	Mozart’s	Symphony	No.	41	in	C	major,	K.	551.	
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I	fully	intend	for	the	analytical	model	I	have	presented	in	this	project	to	continue	to	transform.	With	continued	research	and	collaboration,	I	hope	to	advance,	elaborate	upon,	and	nuance	the	foundations	I	have	built	here.	As	each	of	the	project’s	constituent	parts—humor	theory,	minuet	dance	theory,	and	hypermetric	perception	studies—evolves,	so	too	will	the	work	I	have	introduced.				
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Appendix	A:	Kirnberger’s	Der	allezeit	fertige	Minuetten-	und	Polonaisencomponist	
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Appendix	B:	Scores	for	Works	Studied1	
																																																									1	Franz	Joseph	Haydn,	1732–1809,	“Eleven	Late	String	Quartets”	ed.	Wilhelm	Altmann	(New	York:	Dover	Publications,	Inc.,	1979).	
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